This paper deals with cultural exchange, an issue crucial for the study of medieval Jewish art. It aims to propose a more precise definition of Jewish pictorial art than that of a minority operating within different majority cultures by discussing different theoretical concepts. The paper presents historical-anthropological models of interpretation, on the one hand, and theoretical formulations derived from literary studies, on the other. These concepts are examined in several art-historical test cases from the field of Jewish art in which the issue of cultural exchange is particularly crucial. Conclusions drawn from these test cases may shed light on the applicability of such models in the context of visual culture.
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early Byzantine art; medieval synagogues in Iberia reflect the aesthetic preferences of medieval Islamic architecture and architectural decoration, and those of Central Europe are indebted to secular building types current in Christian society. An overview of Jewish art offers abundant evidence that in developing their visual culture, the Jews were, as traditional surveys usually put it, heavily influenced by the art of non-Jewish environments. 7 For most of these surveys, the mere fact that Jews lived as minorities within hosting cultures seemed a sufficient explanation for this phenomenon. Everyone who studies Jewish art encounters the issue of non-Jewish influence, and when I first started to research Hebrew illuminated manuscripts this was a natural issue. In 2001 I published a first attempt to construct some sort of contextual framework that would take these borrowings beyond the notion of mere influence and might correlate the dynamics of cultural exchange with the degree of religiously motivated hostility. 8 During my research on Sephardic Bibles and Passover Haggadot, I finally realized that these influences could acquire a great deal of meaning in the various efforts of Jewish patrons to define themselves within the somewhat tense climate of Sephardic Jewish culture, on the one hand, and vis-à-vis Christian culture on the other. 9 This research resulted in descriptions of certain circumstances -mostly of a cultural nature-that enabled me to explain specific cases of nonJewish influence. From the outset of the present discussion I would like to suggest that, instead of looking at productions of Jewish art as manifestations of non-Jewish, or alien, influence, they should be discussed in terms of Jewish artists and patrons sharing the visual cultures of their surroundings and partaking in them. This does not mean that Jews accepted these cultures uncritically in their entirety or that they made random choices leading to meaningless eclecticism; rather, they coped with them in a great variety of ways determined by a whole range of circumstances indicative of different levels of acculturation. 4 Cultural exchange has occupied the minds of numerous scholars in recent decades and some of them have attempted to create theoretical frameworks. The purpose of this short paper is to introduce some of these and to discuss their suitability in an attempt to come to terms with the phenomenon of Jewish artistic citations from the visual culture of non-Jewish environments.
When I first thought of examining such models, I did so in terms of comparison, with the aim of choosing the one most suitable to explain the dynamics of Jewish visual culture in its relation to the non-Jewish environment. Having now studied these theories in depth, I realize that they complement one another and make most sense when integrated into a single concept applicable to most phenomena of what traditional scholarship described as "artistic influence."
Acculturation is a phenomenon first studied by anthropologists who were interested in the transmission of cultural elements between different societies and the absorption processes of minorities in modern Western societies. Studies of acculturation processes gained relevance in the 1950s as a critical alternative to earlier diffusionist schools. Diffusion was now considered to contribute to acculturation but was no longer believed to be the sole factor in the transmission of cultural elements. During the 1960s and 1970s, the concept of acculturation was introduced into the field of history by scholars of medieval Spain 10 and discussed in depth by Thomas and assimilation, defining the former as a cultural process of the transmission of cultural elements from one culture to the other. Assimilation, by contrast, is seen as a social process going hand in hand with the integration of a minority in the majority's social system as members of the minority partake in the majority's social institutions. Mutual cultural fertilization is not necessarily a result of assimilation, nor will it necessarily lead to it. Acculturation can occur without tending to social proximity and assimilation; it is, however, determined by the degree of economic integration, defined in 1991 by Mark Meyerson as a process of normalization of daily economic interactions providing a social context for cultural exchange. 13 The Jews' acculturation process in al-Andalus reached a peak at the end of the tenth century when they became an Finally, and most important, Even-Zohar considers the people engaged in the making of culture repertoires; when transfer is involved he refers to them as "agents of transfer." 18 In a 2005 paper on intellectuals in antiquity he discusses the intelligentsia and its potential role as "a decisive factor in shaping the life of communities," as "custodians of the repertoire" and thus as agents of transfer. Among these he counts "agents of cult and belief." We may apply this notion to the situation of medieval Jewish art in its expression of messages and values formulated by rabbinic scholars, as well as to scribes and artists-Even-Zohar's "more technical workers in the professions of reading, writing, and deciphering ideas, texts and messages." Here we may add 8 the weight of cultivated and wealthy patrons who were not necessarily rabbinic scholars (even though in some cases they were). shall concern myself with minorities as recipient cultures; however, as Glick discusses in great detail, a minority culture often acts as a donor culture, and the theoretical framework is applicable also in this direction. The discussion of a minority culture within a dominant host culture also poses questions about integration and assimilation, which are touched upon by Glick and Marcus. All these affect the nature of the transfer of cultural elements.
The concepts introduced here use different terms, have different foci, and deal with different types of cultural elements; however, they do not really contradict one another. They can, in fact, be integrated into a more general model and applied to any case of cultural contact, once they are approached in more general terms.
As we have seen, there is common agreement that there is no "cultural bedrock," but that culture, or "cultural repertoires," are dynamic and ever-changing. When two (or three) cultures come into contact, an import of cultural elements begins in a variety of fields. This import does not end up in simple passive diffusion; at some point a process of transfer of some of the imported cultural elements begins, a transfer that will affect the cultural repertoire of the recipient culture. When a transfer of imported cultural elements is about to occur the recipient culture will manifest either willingness or resistance.
A case where acceptance changed to resistance, however, can be found in the sixth century, caused by a transformation in the meaning of a cultural element. Until ca. 550, Jews Scholars agree that "making" this Bible implies that he wrote and decorated it. In short, Elisha
Benvenisti played all three roles together.
Finally, cultural circumstances also play a determining role. The motivation to perform a transfer of imported cultural elements depends on certain needs, not necessarily or solely of an economic nature. Familiarity with the cultural repertoire of the donor culture creates awareness of cultural desires and demands. Their nature is crucial for the form that the process of transfer will take. Practical needs determine the cause of actions in the fields of technology and artisanry.
Cultural needs are perceptible in science, literature, and the development of rituals. A cultural need can emerge from tastes and fashions, but it can also be determined by the means a minority culture seeks self-definition. Self-definition can lead to the adoption of the donor culture's cultural elements to a degree that results in cultural symbiosis. It can, however, also be guided by the fear of assimilation, the fear of losing self-definition, and the anxiety that the adoption of alien features may have a negative effect on one's own cultural repertoire. This may lead to resistance. If religiously motivated hostility on the part of the dominant culture appears as a determining factor in the way a minority defines itself, the transfer of cultural elements can either be checked by resistance, or take the route Marcus describes as leading to the adaptation of cultural elements for the sake of polemics. This again depends on the meaning that certain cultural elements have acquired in both the donor and the recipient culture.
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Analysis of the political, social, and cultural circumstances of each case of cultural interaction and the resulting transfer of cultural elements results in a specific network of circumstances in a particular combination that differs from case to case. An import of technological expertise from a dominant political entity to a politically weak entity, even if the two are in conflict, can lead to a transfer if the cultural elites of the recipient culture recognize the practical needs that this expertise can satisfy. An import of knowledge from a majority culture into a minority culture can occur through contacts between scholars encouraged by a legal system that makes these contacts possible. If we assume that within the social stratum of scholars on both sides-beyond the ethnic roles they play-common scholarly interests can create and answer cultural needs, this will determine the degree of willingness to perform the transfer of scholarly knowledge and the way this transfer will manifest.
We can now go on to the test cases introduced in my opening paragraph to see if we can apply in each case this integrated concept of observing the political, social, and cultural circumstances in any given process of transfer once an import of cultural elements has taken place.
In the case of the St. Petersburg Bible (Fig. 1) , we have an interesting set of circumstances that affect not only the exchange of a certain formal repertoire or of painting techniques, but that also echo cultural contacts in fields going beyond the practice of artistic workshops. The political situation is that of a large Jewish minority under Islamic dominance.
Islamic rule applied the legal system of dhimmi, with a certain degree of religious tolerance that repertoire to Jewish workshops. The social network of cultural agents in this process was that of scholars, patrons, and scribes. The cultural circumstances were first determined by a particular legal system that encouraged or at least enabled cultural contacts, which led to the adoption of Arabic philology, Islamic artistic styles, and the evolution of a new art form.
In the late fourteenth century, Elisha Benvenisti Crescas (Fig. 2) similarly adopted an Islamic formal repertoire (Fig. 3) . However, the circumstances in which he acted were entirely different from those of Samuel ben Jacob, the scribe of the St. Petersburg Bible. Elisha did not simply follow a fashion or use models that he knew as part of his cultural environment. A member of a cultural elite, he worked within the political framework of a Christian state in the 
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The designers of the Golden Haggadah (Fig. 4) Christian interpretation of the Song of Songs (Fig. 7) . 28 The political circumstances are those of Ashkenazi Jewry of the thirteenth and fourteenth centuries, a lengthy period marked by the increasing tension and persecution that followed the outbreak of violence during the First Crusade in 1096. As Jeremy Cohen argues, the Jewish-Christian climate had further deteriorated since the early thirteenth century due to the anti-Jewish activity of the mendicants. 29 In consequence, the cultural climate of Ashkenazi Jews was determined by numerous efforts to overcome pressure to convert to Christianity, often instigated by migrant mendicant preachers.
Jewish scholars met this situation by composing several polemical treatises, the purpose of which was to fortify their fellow Jews against conversion pressure. Polemics, however, were not restricted to treatises with a declared agenda but also entered the realm of biblical exegesis, which was increasingly facing Christological claims. 30 The The use of a tree motif in the Worms Mahzor associated in Christian art with Jesse, Jesus, and salvation, turning it into the tree on which the archetypical persecutor of Israel is hanged (Fig. 8) , reveals a much stronger polemical undertone. Again, the selection of the model was not simply a result of the availability of a suitable model. It was guided by a polemical dialogue that recruited one of the most dominant Christian symbols of the time (Fig. 9) , and led to a and that its followers eventually will be punished. 
